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contributions  to  City  Museum 1 
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Hal  Smyth  and  Gordon  Whiteside  (layout  and 
design!  Jelt  Ward  (photography! 
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lighting  and  imiftd  The  installation  wit  prevrntrd  it  the 
IndUfupolll  MuKum  of  An  (|99||  md  at  the  Mu ver  d  All 
(onicmporaln  dc  Montreal  (1991) 

*  The  Invulliiion  The  Board  Rwm  was  created  il  ihe 
MaiMth  welts  College  of  An  (BnMno!  in  1917  The  work  wa» 
liter  presented  n  U  Chfe.  Centre  d  Art  Contemporatn  In 
Rennes.  ai  the  eihlhtllon  "Video  Skulptur’  In  Cologne  md 
Berlin,  ai  *Muau<ki  InsulUdona.  Rmatgev  toteevrociOBs’  (Li 
Vinriiu.  Barcelona.  1 9*9).  n  ihr  M<«»  Gallery  in  Neva  York, 
(hr  horn  ham  In  Torwito.lbe  Urael  Museum  in  Icruukm  in 
1990  and  i he  Naiional  Gallery  in  Ottawa  (Canada) 

1  Sw  Disarm!  lira  film  »ideo  e  trkvuivoO.  Taormina  Anr 
Sellrno  Fdiiurt.  Palermo  |99|,  p  III 

4  The  prrvnuuon  of  Stadium  vanes  according  to  location  The 
work  wai  orated  in  1 9*7  al  ihe  Waller  RfuUlpt  Gallery  (Banff, 
Canada!  Sladlum  II  was  presented  ai  ihe  Corner  Home 
(Manchester  in  19*9).  Siadium  111  ai  ihe  Ikon  Gallery 
(Birmingham).  Siadium  IV.  ai  ihe  Charles  H  Scon  Gallery 
(Vamnum),  Sladlum  V.  ai  ihe  Kent  Floe  Am  Gallery  In  New 
York  in  1 990  Sudmm  VI.  ai  ihe  Contemporary  Art  Center 
(New  «>lean»),  Radium  VII  al  ihe  Sanu  Barbara  Muieum  of  An 
(California  In  199 1  )~ Sladlum  VIII.  ai  the  IV AM  Cenirr  del 


here  the  future  spoctitors/consurntrs  around  the  world  who 
will  recent  different  vtf  stow  of  the  completed  product 


disappears it  a  shown  llitarally  asposed  -agamst  tha 
permanence  af  the  material  which  is  .mpostd'l  and  it  owes 
Hs  instinct  to  the  requtst  made  by  the  public  at  a  givre 
lima  as  apposed  te  tha  omlatera!  deosien  of  political  or 
economic  nature 

In  tha  cast  ol  New  tWk  »h#  reflection  an  the  reality  af 
the  aty  and  an  that  af  remermranct  thresh  media  images 
n  taken  to  a  different  level  ef  mterference  between  media 
and  memory  New  *rk  ts  the  oty  most  familiar  to  the  artist, 
who  has  been  residing  here  smee  IfTT  The  most  European 
af  American  atios  New  fcrk  is  tha  off  museum  par 
ocelleace  The  New  tbrk  version  at  City- Museum? 
represents  a  carl  am  degree  of  closure  ter  thrs  multi-year 
prated  which  bas  extended  ever  save  rat  years  as  well  as  a 
reflection  an  I  medium  which  feeds  both  memory  and 
rows  of  the  future 


Since  the  boginning  of  the  tf70  s  Munledes  has  spokan 
of  television  as  bt»AQ  a  trua  window  open  on  the  world 
Dty -Museum?  represents  en  evolution  in  the  concept  of 
media  landscape  to  mediation  of  landscape  and  this 
intervention  represents  a  true  quabtetnre  leap  in  tha 
functioning  of  a  naw  fypa  of  consciousness  It  rs  not  only 
technology  (m  fabrication  alteration,  storage  or 
reproduction  of  images  I  which  contributes  m  this  leap  t* 
should  else  consider  the  modifications  m  human  behavior  on 
a  large  scale  (trends  taste  .1  m  Nfrstern  societies  where 
landscape  can  be  consumed  as  one  consumts  an 
audiovisual  product  which  uses  landscape  as  •  plot  atament 


City-Museum?  has  a  precedent  which  in  my  opinion  is 
of  kay  interest  The  Umoowne  Prefect4  This  installatien- 
on  -  wheels  censsted  of  a  limousmt  la  vehida  instparabfy 
associated  with  tha  streets  of  New  Yerk  whose  inferior  is 
shielded  by  darkened  windows  that  obstruct  pedestrian  s 
view  if  its  interior  !  which  beveled  at  specific  hours  of  the 
nghl  to  certain  districts  ol  New  tort,  districts  whose 
primordial  function  already  has  a  histone  tradition 
entertainment  finance  politics  _  like  a  namadic 
installation  which  transformed  streets  and  movement  into  a 
locus  of  appearances  and  disappearances  The  vehicle  s 
windows  had  bean  transformed  »nto  screens  protecting 
words  end  concepts  which  evoked  the  relationship  between 
the  physical  and  abstract  symbols  employed  The  act  of 
converting  the  smoked  glass  I  anonymity  pi  ot action  I  into  I 
screen  leihibition)  also  sarws  as  an  act  related  to 
obscenity  — whtram  what  rs  usually  shielded  from  the 
citizens  view  is  made  mibta 


Tha  myth  af  New  fork  has  been  founded  fust  en  the 
cinematic  medium  and  subsequently  by  the  telemed  image 
Thanks  fa  tha  power  of  the  American  visual  mdustnes 
delated  to  advertising  TYnews  architectiuf  music 
cmema  I  this  image  ef  the  city  has  became  popularized 


Our  appreciation  lo  ail  ihe  artists  and  architects  who 
contrinolrd  WOek  mow  kvft  Rthibnion  Ian  <pnng  Il 
was  a  irrmrndnus  tucccm,  and  wr  hope  a  good  lime  was 
had  !i>  all  \Vc  couldn't  have  done  il  without  ihr  help  of 
our  master  of  cr  it  monies,  Ulrich  Desert 


New  Tbrk  also  functions  as  a  testing  site  where  the 
imped  af  oty/medie  a  most  emblematic  One  might  imagine 
that  Iht  oty  does  net  inspire  the  image  transmitted  of  it  but 
the  contrary  is  also  true  The  abundance  and  tha  intensity  ef 
tie  media  s  use  of  tha  city  can  result  in  an  aitramely  rich 
ood  cnptfi  virtual  environment  At  the  same  tree  this 
rep» eduction  ef  the  oty  has  an  undamabia  toumtic 
correlation  te  the  endorsement  of  the  entertammenl 
industry  as  few  other  crt*s  in  the  world  do 


of  vUitor/ipKUior  wllhln  ihe  dally  life  of  a  lourisl 
this  work,  ihe  public  cm  observe  vidcoiaprd  Image* 
a  prep  hole  drilled  to  ihe  wall  of  a  beach  house  which 
rlgntue*  on  u»ch  concepts  as  "souvenir,"  ‘lourum,' 


Vho  Acronri,  Agrmru  de  Vuje,  Thrrrv  Alei,  Sun  Allen, 
Mike  Ashkin.  Asmundur  Asmundoon,  Todd  Awung, 
Mark  Hajuk.  frrry  Bard,  F.kna  Bernolo.  Andrea  Blum. 
Leslie  Brark.John  Bratiin,  Francis  Bnnpk  Linda  Bnll. 
lames  Calhf art.  Debra  Chase ,  Cotu 
Chomenning.  lanri 
l  In.  k  IVvrt,  jaaor 


11  See  Sorkm,  M  edlior  Vann 


Cohcn/kcilh  Friiik/JonTpiniim!' 
Ihtdre,  F.idia,  F.ugrnio  F.«pinou, 
wv.  ...-nch,  nartMra  Friedman,  Lron Golub, 
Donna  (foodman.  Dan  Graham  Richard  Haas,  Ken 
HaUin.i  \l  irk  ! I.til|i|‘»ir r ,ia  Ml.  h.irl  Hall,  eanne  Hardy 
Andv  Harmon,  Barry  A  Ian  Holden  &  Nina  Yankowitt, 
I’hillipe  Holland  A  lase  Gcrvaia,  Beilina  Hubby,  huna 
lak>n,  Maura  Jamrr.  Riinald  Jonca  Zack  Judaon,  Chrryt 
Kaplan,  Kumar  &  Me  lam  id,  AIlv  l-unbrrt  Cassandra 
Dirano,  lam  Miller,  Franco  Mannai,  Leo  Slodrcm, 
Olnicr  MCMrt  &  Robert  Nukaa  Lou  Nesbiit,  Kian 
Gomrr-Quiroi.  Ri4»ert  Kalka.  fVier  l-*ng.  Y  Jarong  Lee. 
Simon  Irung,  Manus  M.nvall,  Sean  Mooney  Shinn 
Neshat,  Margie  Neuhaus,  IBe|  Nuhimoio,  Painck 
O'Hair,  Saul  Oitrow,  Str\en  Pamno,  Randy  IVacock, 
George  IV*  k.  Frank  IVebles,  Rolando  EVna,  liary 
IVirrvn.  LM  l\ul.  Giordano  IV»«i.  Kaienna  A  Lutio 
Hwii,  Meuan  Pugh.  Mason  Rader,  Alfredo  Ramiirt,  Soitl 
Rrynolda.  Ron  Roche leau, Miguel  .Vngrlo-Rocha,  Karen 
Rove.  Helen  S.»dler,  Toshio  Sasaki,  Raul  Sene na(,  Nano 
Spero,  Oona  Sicm.  Kevin  Sudeiih,  Jorge  TacU  BLur 


,u  De  lege  Kuimie  Gallery,  Bruges,  March  1991 

1 1  The  cresiion  of  flower  csrpets  in  ihe  resin  squires  of 
Flemish  Giles  is  so  sndeoi  md.non  celebesird  «l  ihe  hegmnlflf 
of  vummer  The  carpeu  repraeni  berddk  motifs  which  or  tied 
to  ihe  dues'  history 

IJ  *  F*rmlil«r  Li  faullk  4<  P»U  Pn  H«H*»  *  U 
Pmimck  Pirn.  GaAlnurd.  |99| 

**  Muniada*  lx  wreps  du  dul«>fuf  Interview  mrepleied  by 
SyMe  Aitui  An  Rim  Fans  February  199S 

14  See  Munudis  Cm  Museum  Lei  Cihlen  des  Begirds, 


It  it  mdttd  tha  notion  of  citiztn.  of  urban  mhabitanL 
and  tha  otY  s  tmtooco  within  an  tmnronmf nt  of  constant 
redefinition  which  Montadas  seeks  to  ixploro  Tha 
disappaaranct  ar  absorption  of  Iht  city  mto  the  madia 
industries  transforms  its  mhabrtants  into  pure  consumars 


As  fir  its  iconography  content  City -Museum’  provides 
a  structre  at  suparrmpased  transparent  Uytrs  In  tha 
prwious  casts  (whose  uib|#cl  matter  was  European  edits 
•r  E  ur  apt  an -mspirtd  edits!  Muntadas  constructed  a  mual 
tour  through  the  images  taken  by  tht  arts!  of  individuals 
photographing  each  other  with  a  monumental  urban  or 
Ineolpicturesquf  backdrop  These  layers  o!  mediation  will 
be  multiplied  or  dmded  m  the  case  of  New  York 


The  current  view  ef  City  Museum’  focuses  on  tha  use 
of  tha  city  and  its  landscapt  as  scenery  or  backdrop  (both 
Mturat  and  vtihoall  for  him  and  television  product  ions 
Thus  it  presents  a  sanes  of  images  which  document  tht 
process  of  filming  ■  the  street  and  m  which  a  progression 
of  interventions  a  given  spectator  lot  the  work!  -  artist  - 
movie  cameras  -  scenery  and  actors  •  oty  Vfc  can  also  add 


Rrevnird  j<  ihr  Airlim  d  iniuo  dr  b  Vllk  dr  Minrllk 
irrebrv  II  .  Octobrr  17.  1992  The  rihibiUoo  ibn 
ludrd  worb  by  Dram*  A«km».  Batner  OUrmiorf  end 


The  imulUim  dupbyv  ihr  medu  rob  rat  riiTlkwr  of  wch 
Aichlirciurr  *nd  dnJgn.  ihr  content  of  dOCDUm  (pohucel, 
carpanir.  retigioc*.  I  red  ui  unglc  mioded  dirtitwo.  ihr  !om 
of  mnolog  of  word*  «l  ihr  moreeoi  of  their  mrdle 
UKorporilloo,  Muoudu  u»rv  rlrmrnii  iuch  at  furnliurr 


Ihurnun.  I jncoln  Tobicr.  Gkn  Travis,  l  nub  vtm 
Rydiopvaftl,  Ursula  Wanhol,  Raul  Warchol,  Ron  Wet.  h 
Allan  nbk(  Lebbms  Woods. Jason  Yohf, Jcrtlra  Zcmpcl. 

CbHqb  Zn\* 


Ran  of  ihr  nlubliHm  Bhrtoncal  Image'  al  The  New 
Muarum  of  Cooirmporary  An.  New  Tork 


Maitdr.  W ilium  Menkmg  A  Diana  Darting,  EJuabeih  Mryrr, 
Robm  Mimd,  Jainn  Noll.  Shayiw  O'Nril.Jamo  M  Oni.  John 
hprr,  lands  FWlak  Arc  hum,  Stqihrn  Bye.  Bmiamui  BwH, 
Alnandrr  Raifunaky,  Bmokr  Kamin  Raps  port  A  Richard 
Rapapun,  Ld  Rawtmgx  Wrilmglon  Rnirr,  Kale  Dranr 
Ri4iut*.>o,  Norman  Kmrnfrld  Arrhitrcti*  Andrew  Roa,  Cam) 
R««S.  Abigail  J  Schrurr.  Jonathan  Sinagub,  David  Spikrr,  Chg) 
Sulli'an,  F/niK  Todd,  JrfT  J  Vandrberg,  Anion  Van  Dalcn,  Paul 
"  arrhol,  Robm  Wrnhamrr.  Tray  Wm,  Carol  VWlia,  Nina 
Yankwiu,  Hmrv  Zrrerl. 
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Jamo  Carpemrr.  Noah  Chaun,  Curts  Cravrm.  Jacbe  Ferrara, 
JrfTrry  Kn  A  Suiaru  Tonr.  Mildred  A  Martin  Fnrdman,  Mart 
Frrktuv  Shem  M  Gridin.  Richard  Gluckman  Archueria, 
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A  Wtona  Mryrrv  Margaret  Hrlfand  Aasjruiei,  Steven 
Jjcobaon,  Craig  Konyk  and  Mankia  MrQuad.  John  LonmM  A 
Dee  Udukr.  DiNTunqur  Lang,  Mich  ad  A  Manfred)  A  Manon 
Wris  Mary  Msa,  Alice  Chnrtov  A  George  Moore,  laws 
Muller,  Shiela  Nemairr,  NAVSWEEK,  Daxidaon  Norm, 
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Sirigrrwald,  Don  Tapm.  Teffl,  Paul  WVmman, 
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KrvH  John  Kned.  Andrew  Knoa.  Mary  Helen  knlnnyk, 

PauU  Krauw,  Car  in  Kami.  Paul  laManr  and  Meiroa  Wolf. 

Ihu  lam.  Dm  id  A  landry  Linda  linnxh  A  Craig  Nrwvk, 
luey  LmpanL  J  F  McAuhflr  Arthiiert,  Ijx  Martin,  Toby  Milkr. 
Jeffrey  F  Vliks.  Michael  Moran  Photography  Fnh  Morr, 
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Linda  B41ak,  Ann  A  Dmd  fVtnan.  Allen  Plums  Robert 
Rruirr,  Cbfblma  Rupp,  Richard  Rvan.  Tony  Sr  human,  Dean  A 
Sakamoto,  tidniy  Sco«,  Mxhael  J  Slunnon.  Daxid  Shemun, 
Mari  Smith,  Rafael  Huenojorgr  Vm  Tret  ion  Conalrurtinn 
Inc  Schlomo  Siernheng  Juilh  van  Buren,  lah  van  drr  Slubber 
A  Jack  Jaeger,  Ann  VaK  k  Finny  Aiir,  Thomai  Waf 
lawrrnre  iNeincc  Q»o«  Wook 
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Jamev  A  Gad  Ariday  Wirl  Arris,  Sanna  Aaopny  Matthew 
Barhidi.  Ron  Bendey  Bndgrt  Boom.  Dunan  Brown.  Drbra 
CKuc,  Sherman  Clarke,  FYtrr  and  Wendy  Evens,  Gamal  FJ- 
Znghby  Karen  Fairbanb,  Alan  Finkrl  Mildred  A  Martin 
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0v*r  the  past  five  years  Muntadas  has  produced  a  series  of  worts  whose 
common  theme  is  the  method  by  which  they  are  motivated  the  analysis  of  space 
of  its  representation  and  its  contingencies  of  architecture  and  the  realities  of  the 
city  Urban  space  has  been,  sace  the  beginning  of  the  artist  s  career,  one  of  the 
mam  points  of  attention  in  bis  development  one  of  his  protagonists  To  define  this 
space  and  to  incorporate  Ike  specific  modes  in  which  the  artist  makes  use  of 
space  ultimately  enables  us  to  eiplore  one  of  his  most  emblematic  and  radical 
projects  City  Museum 

This  space  is  not  bound  by  Cartesian  coordinates  It  is  not  an  abstract  entity 
as  considered  m  minimalist  sculpture  or  in  mathematics  Rather  it  is  the  sum  total 
of  different  human  activities  occurring  both  within  and  around  an  ideological 
sphere  ft  is  a  question  of  spatial  identity  that  is  already  constructed  charged  with 
feeling  and  symbolically  readable  which  post -industrial  society  either  leaves  as 
residue  or  as  a  celebration  of  itself. 

It  is  also  a  sense  of  space  with  multiple  qualities  where  numerous  activities 
take  place  in  unequal  proportion  and  perpetual  variation  From  the  collision  that 
occurs  between  these  topographies  and  our  mass  media /communication  industries 
a  new  archetype  of  contemporary  culture  is  born  These  archetypes  fill  and 
become  the  spaces  of  Muntadas  critiques  as  their  repetition  manifests  a 
standard  model  or  a  parad*matic  reality  whose  function  has  been  proven 
numerous  times  regardless  if  geographic  location. 

In  City  Museum  Muntadas  refers  to  a  particular  aspect  occurring  within  urban 
space  the  use  of  time  and  its  remains  the  storage  of  collective  memory  and  the 
changes  in  symbolic  function  that  occur  within  the  conteit  ot  a  contempoiary 
industry  based  on  the  (im)bMance  between  labor  and  leisure  tourism, 

To  approach  this  senes  ef  projects  by  Muntadas— and  the  relationships 
established  between  them— «t  should  resoil  to  a  device  which  differs  from 
traditional  art  criticism  i  basic  on  the  history  of  aesthetic  ideas).  In  essence  the 
pointed  critique  of  Muntadas  work  corresponds  to  fhe  cinematographic  technique 
of  approaching  (room  ml  and  distancing  (200m  out)  and  refers  to  eipenences  on 
a  universal  scale  which  also  occur  within  a  local  conteit  from  situations  which 
are  abstract  (standard!  to  c»crete  I  specific)  These  projects  are  open  proposals 
which  are  defined  by  the  elucilation  of  contradictions  by  the  manifestation  of 
opposites  which  have  been  strouded  by  a  mass-marketed  consumers!  culture 
and  which  become  enriched  Hth  each  new  presentation 


Taken  together  the  works  of  Muntadas  may  be  situated  at  an  axis  between 
different  disciplines  of  knowledge  They  examine  fhe  inflections  of  space  ot  those 
places  which  mediate  in  the  formation  of  contemporary  culture  which  itself  is  the 
result  of  a  hybrid-process  kaewn  within  architecture  the  mass  media  and  their 
protagonists  Examining  the  subtle  distances  occurring  between  function  use  and 
symbol  Muntadas  reveals  thi  ambiguous  principles  of  cultural  conventions  of 
architectonic  paradigms  and  of  the  elements  which  combine  in  the  formation  of 
cultural  character  as  well  as  those  of  iconographic  and  moral  values 


The  work  as  a  whole  cotsders  a  series  of  inter -related  installations  and 
projects  which  focus  both  40  a  specific  subject  as  well  as  Ihe  methods  employed 
m  their  execution  The  Board  Room  Stadium  Home  Where  rs  Home7  Ytords  The 
Press  Conference  Ream  * 

The  Board  Room?  recomt/ucts  the  space  of  a  board  room  as  can  be  found  in 
any  large  corporate  headquarters  This  space  transports  us  into  an  atmosphere  of 
secret  meetings  between  a  select  few— in  the  intimacy  of  a  protected  place— to 
the  decision- making  process  and  the  unbalanced  interdependency  between  what 
occurs  within  the  meetings  and  their  resulting  effects  in  addition  1o  the  corporate 
plots  they  are  known  to  generate  It  is  a  place  where  political  action  ethical 
slogans  and  business  stratqy  become  muddled  This  installation  consists  of  a 
large  central  table  surrounded  by  twelve  chairs  This  scenario  a  sort  of  last 
Supper'  tor  strangers  is  adorned  by  thirteen  portraits — the  patron  saints  of  the 
business  world— who  reprised  thirteen  religious  leaders  (well  known  American 
televangelists  the  late  Ayatduh  Khomeini  and  the  Pope  among  others)  In  their 
mouths  are  placed  tiny  video  monitors  transmitting  images  of  the  leaders  in  active 
life  The  images  show  the  dependence  between  their  popular  success  and  Ihe  use 
ot  mtensrve  media  apparatus  (television,  crowd  events ...). 

The  Board  Room  functions  as  both  metaphor  and  reality  in  the  presentation 
and  representation  ot  power,  n  the  moment  of  decision-making  of  tho  use  of  the 
word  within  the  mstrtutionakzed  structure  ot  a  board  room  3 


Stadium  (Homage  to  the  Aadtencei4  attests  to  the  interaction  between  private 
and  public  in  one  of  these  archetypal  conspicuously  open  places  The  stadium  has 
been  a  place  of  paradox  andcaatradiction  since  ancient  times  a  place  where  Ihe 
realms  of  sports  politics  and  economics  confront  one  another  through  competition 
spectacle  emotion  and  violence  The  st odium  is  the  locus  where  a  fusion  ol 
opposites  occurs  —spectator /spectacle  product/consumer  The  installation  shows 
the  dominant  role  played  by  the  elements  of  furnishing,  security  lighting  control, 
advertising  _  which  all  jom  to  create  an  iconographic  and  functional  whole  The 
installation  also  includes  1  sound  work  that  emphasizes  the  presence  and 
reactions  of  a  collective 'collected  audience 

On  the  one  band  the  spectacle  is  shown  as  an  event  tor  tho 
masses:  the  presencoof  1  crowd  111  a  given  place  at  a  given  time  for 
entertainment  of  a  popgiar  and  hypothetically  democratic  nature  On  the 
other  hand  the  spectacle  is  a  vehicle  for  propaganda  and  the 
manipulation  of  the  muses  under  the  guise  of  entertainment  The 
stadium  of  the  20th  catury  has  become  the  backdrop  for  media  events 
directed  towards  a  double  audience  the  live  audience  and  the 
communications  media- consuming  public  I  )  The  audience  is  Ihe 
consumer  and  the  product  el  the  same  time  * 


Home  Where  is  Home?4  follows  this  consideration  on  the  public/private 
relationship  through  the  notion  of  house  and  home  and  exposes  the  cultural 
significance  of  these  words  in  our  time  The  installation  reconstructs  the  interior  of 
a  house  (construction  »n  concrete)  where  the  signs  of  habitat  can  be  discerned 
despite  the  absence  of  furniture  or  decoration  the  television  as  opposed  to  the 
fireplace  provides  a  focal  point  for  both  family  tension  and  cohesion  (metaphor  for 
the  home— for  warmth  and  comfort)  By  alluding  to  the  structures  ol  a  minimal 
habitat '  Home  Where  is  Home’  examines  the  notions  of  pubbe  and  private  and 
the  social  implications  which  these  notions  have  within  a  society  which  places  so 
much  value  on  individualism  property  health  well-being  family  but  which  is 
unable  to  guarantee  homes  for  all  its  members  A  series  of  projections  on  the 
interior  walls  of  thrs  house  and  a  tape  which  plays  excerpts  from  songs  referring  to 
the  theme  of  home  remind  us  that  the  idea  of  home  and  habitat  as  well  as  Ihe 
related  ideology  are  justified  by  commercial,  media  and  symbolic  principles 

THE  CITY  AS  MUSEUM,  THE  MONUMENT  AS  OBJECT 

City  Museum  is  the  generic  name  given  to  a  senes  of  works  which  provide  a 
specific  analysis  of  urban  reality  from  a  point  of  view  similar  to  the  one  employed 
in  the  aforementioned  works:  the  archetypal  (1  e  genenc)  nature  of  the  places, 
their  manipulation  through  the  media  and  the  cultural  and  economic  complexity  of 
the  phenomena  and  events  which  occur  within  them 

The  museum  is  an  enclosed  space  an  institution  shut  off  in  a  structure  which 
harbors  and  protects  objects  whose  nature  requires  protection— and 
preservation— so  that  they  may  survive  through  time  City  Museum  alludes  to  a 
paradoxical  and  inverted  phenomenon  which  is  reciprocal  m  its  approach  to 
history  This  inversion  of  functions  and  their  related  symbolism  is  in  response  to  a 
unique  system  the  paradigm  of  communication  particular  to  the  museum  as  we 
have  inherited  it  from  the  19th  century  contemplation— which  is  also  often 
assimilated  by  entertainment  by  the  interaction  of  media  Contemplation  has  also 
become  absorbed  into  the  dynamics  of  the  culture  industry  which  has  converted  it 
into  voyeurism  7  At  a  lime  in  which  museums  are  becoming  more  and  more  like 
cathedrals  of  entertainment  cities  are  yielding  lo  Ihe  logic  of  the  passive 
contemplation  of  object s 

During  the  1980  s  many  European  cities  witnessed  the  proliferation  of  great 
projects  in  architecture  and  urban  planning  Metropobtan  scale  has  taken  the  place 
of  urban  scale  and  the  city  has  been  considered  within  a  new  scheme  in  which  the 
dimension  of  the  project  has  been  subsumed  by  that  of  the  plan  Thus  in  Ihe 
1990  s  cities  have  begun  to  suffer  the  consequences  (explosion  of  eonfbets  linked 
to  city  s  periphery  the  crisis  of  de- urbanization  of  the  1970  s.  displacement  of 
population  from  historical  centers  to  outlying  areas.. .)  This  tendency  has  unco 
been  continuous  m  the  great  capital  cities  In  Franpe  Spam  or  6trmany  it  has 
been  the  public  sector  which  has  initiated  and  maintained  this  sense  of  dynamism 
linked  no  doubt  to  the  need  for  the  representation  of  power  In  the  United  States 
authors  such  as  Michael  Sorkm®  have  spoken  of  the  substitution  of  public  space 
with  a  sort  ol  permanent  theme  park  and  the  weight  of  great  private  initiative 
(corporations),  who  relentlessly  bear  down  upon  the  (practically!  non-enstent 
public  authority 

Beyond  the  activity  of  urban  planning  and  (he  renewal  of  thriving  leisure 
industries  of  tourism  and  the  consumption  of  images  which  in  large  part  feeds  a 
demand  for  new  architecture  we  should  position  ourselves  in  terms  ot  our  true 
relationship  with  regard  to  the  images  of  the  present  If  a  him  such  as  Total  Recall 
recently  employed  in  a  rather  satiric  vein  the  possibility  of  virtual  vacations  * 
non-virtual  reality  has  nol  quite  arrived  at  such  assumptions  How  can  we  relate 
to  the  images  (as  well  as  architectural  constructs)  of  the  past7  How  is  the 
information  which  these  images  contain  transformed  at  a  time  when  the  possibility 
of  ever  greater  access  to  all  information  looms  closer  and  closer?  What  perishes 
and  what  persists  in  memory  given  the  prominence  ot  information  whose  value  is 
determined  by  that  of  utility7  What  is  the  contemporary  logic  behind  the 
monument7  Can  a  contemporary  monument  exist7  In  whal  form7 

City  Museum  a  series  of  worts  which  eiplore  Ihe  relationship  between  the 
city  and  the  culture  industry  between  tourism  and  spectacle  also  examines  Ihe 
function  and  status  of  the  monument  in  a  society  where  information  is  no  longer 
transmitted  through  carved  stone  or  through  the  bronze  of  commemorative 
statues  What  symbolism  emanates  from  contemporary  architecture7  At  what  point 
does  architecture  itself  become  monumental  iconography7 

By  establishing  the  relationship  between  objects  of  the  past  contemporary 
cultural  strategies  can  be  defined  by  their  ability  to  startle  attract  and  seduce  the 
attention  of  the  pubbe  (consumer) 

How  can  a  relationship  be  formulated  which  includes  culture 
tourism  and  spectacle  as  a  corollary  to  contemporary  urbanism’  In  our 
present-day  cities  exhibitions  large  international  conferences  and 
festivals  are  activities  which  form  part  of  fhe  entertainment  industry, 
cultural  manifestations  on  a  broad  scale  and  within  a  popular  idiom  How 
does  one  establish  a  relationship  with  another  industry— that  of 
tourism— with  its  own  characteristics  I  social  and  economic)’  This  is  a 
dilemma  The  question  is  What  is  the  connection  between  culture  and 
public’  A  natural/artificial  system  where  oolitics  and  economics 
speculate  on  quantity  worth  and  votes 

On  the  other  hand  the  category  of  the  monument  in  its  relation  to  Ihe 
museum  and  to  history  has  experienced  a  considerable  transformation  Historic 
centers  and  monumental  heritage  have  achieved  a  new  sense  of  dynamism 
through  tourist  consumption  as  products  of  attraction  and  location  are  continually 
used  lor  entertainment 

In  City  Museum  Muntadas  proposes  a  degree  of  confrontation  in  which  the 
city  is  approached  as  paradigm— <n  the  way  that  The  8oard  Room  or  Stadium 
achieved  with  regard  to  enclosed  space— and  its  transformation  into  a 
museum/ spectacle /permanent  festival  What  also  becomes  evident  is  Ihe 
tremendous  admmistr alive  and  financial  apparatus  associated  with  Ihe  activities  of 


preservation  protection  and  appraisal  These  strategies,  universalized  by  macro¬ 
institutions  such  as  UNESCO  and  particularized  by  local  administrations  and 
agencies  (especially  m  Europe),  estabbsh  the  bnk  between  a  desire  for  histone 
preservation  and  specific  programs  tor  economic  rehabilitation  The  functional 
conversions  or  changes  in  urban  areas  an  apparently  only  be  accompanied  by 
projects  of  intense  real  estate  investment  shielded  by  the  expectation  of  profit  City 
Museum  has  been  developed  in  specific  forms  in  vinous  European  and  American 
sites  Bruges  Pins.  Barcelona  and  Brasilia  and  two  other  sites  where  the  City 
Museum  statement  was  refigured  into  a  rhetoncil  question  (Marseille  Me 
Musee?  and  New  York  City  Museum7). 

Museumstad10  was  articulated  around  two  pnncipal  elements  on  the  one 
hind  the  city  of  Bruges  (known  on  fhe  tounst  circuits  as  the  Venice  ot  the  North) 
whose  historic  center  drives  an  expanding  tounst  industry,  on  the  other  hand  the 
act  of  rejection  which  the  inhabitants  of  this  city  s  section  must  confront  with  the 
annual  mass  invasion  that  floods  streets  heaving  with  picturesque  buildings  In  the 
gallery  Muntadas  installed  two  worts  whose  objective  was  to  emphasize  the 
contradiction  experienced  by  the  city  the  tension  between  the  economic  dynamism 
brought  about  by  tourism  and  the  urban  transformations  which  have  resulted  The 
gallery  walls  were  equipped  with  peepholes  and  visors  in  the  form  of  an  extended 
and  open  peep-show  through  which  one  could  view  images  taken  on  the  streets 
of  Bruges— scenes  which  were  relatively  banal  tourists  visiting  the  city  s 
monuments  taking  countless  photographs  etc  The  city  its  buildings  and  streets 
are  now  reduced  to  nothing  more  than  a  backdrop  for  the  collecting  of  souvenirs, 
rts  sole  reason  for  being  to  provide  images  at  a  given  moment 

On  the  gallery  floor  was  a  model  for  a  carpet  of  flowers  which  was  later 
reproduced  on  a  large  scale  as  a  poster  and  that  appeared  in  many  of  the  city  s 
windows  It  read  SOS  for  a  Bruges  we  can  lore  in  ^ 

The  poster  s  distribution  was  tied  together  the  townspeople  s  proleslestation 
with  touristic  celebration  in  an  emblematic  and  ironic  way  The  wort  was  thus  able 
to  produce  its  own  extreme  consequences  by  verifying  one  of  Muntadas  key 
points  the  role  of  the  artist  as  catalyst  or  conduit  of  information  between  different 
levels  of  presentation 

Me  Musee  the  installation  presented  at  6alene  Gabrielle  Miubne  in  Paris 
focused  on  the  nature  of  metamorphosis  in  architecture  as  scenic  backdrop  in  a 
world  capital  which  had  dearly  joined  the  ranks  of  Ihe  monumental  in  rls 
constructions  the  creation  and  completion  of  spaces  articulated  through  a 
multitmeal  ids  encompassing  the  work  the  architect  the  user  and  the  spectator  * 
Me  Musee  reflected  on  the  activities  of  urban  revitalization  through  financial 
and  cultural  centers  and  shopping  malls  The  intense  municipal  and  cultural 
discussions  toward  the  end  of  tho  late  1949 1  concerning  works  under token  in  the 
Marais  district  (where  Ihe  gallery  is  located)  stoked  the  fires  in  intellectual  and 
social  circles,  resulting  in  an  economic  and  political  schisms 17  The  effects  of 
population  displacement  and  sudden  changes  to  the  function  of  space  also  reveals 
a  complex  framework  of  interests  and  transactions  which  disregard  the  real 
meanings  of  wort  created  by  the  urban  architects  or  that  of  the  artist  It  is  not 
merely  a  matter  of  tounsm  but  a  higher  level  of  Ihe  industry  for  producing 
images— of  their  consumption  and  signification  If  anything  has  contributed  to  the 
evolution  of  architectural  criticism  Muntadas  suggests  it  is  the  intervention  of 
communications  media  on  various  levels  from  the  macro-reality  of  industrialized 
media  to  the  micro-reality  of  the  individual  who  accepts  and  consumes  these  codes 
and  forms 

Our  consideration  of  the  new  monumentalism  being  practiced  in  cities  such  as 
Pans  with  the  axis  formed  by  Ihe  binomials  of  city/museum 
conlemplalion/voyeunsm  architecture /spectacle  leads  us  Norn  Ihe  Parc  de  la 
Motif  lo  the  Pyramid  at  the  louvre  passing  by  the  Pompidou  Center,  the  Arch  de 
la  Oefense  the  Tres  Grand  Bibliothequt — so  many  signs  which  must  appeal  to  a 
media  reason  for  being  to  a  media  reason  for  representing  beyond  actual 
function  These  excursions  provoke  a  relationship  between  new  and  old  which 
invites  comparisons  and  a  reappraisal  of  Ihe  picturesque-  specifically  lhal  of  the 
spectacular 

A  similar  approach  was  taken  in  Ihe  presentation  of  the  wort  Ciutat-Museu  in 
Barcelona  a  city  which  since  the  1980  s  has  witnessed  changes  in  its  own 
physiognomy  through  the  remodeling  of  many  of  its  districts  especially  with  regard 
to  public  spaces  Architects  and  artists  were  called  upon  to  participate  in 
prestigious  ongoing  campaigns  which  covered  the  length  and  breadth  of  the  city 

In  this  sense  Muntadas  recently  offered  a  succinct  analysis  of  fhe  role  which 
the  artist  occupies— the  need  for  a  redefinition  of  (artistic)  intention  in  urban 
space  ‘  As  Ihe  artist  himself  states  t 

“...I  prefer  to  address  the  question  of  Ihe  temporal  in  opposition  to 
the  permanent  I  )  In  an  ideal  situation  the  wort  extends  over  a  period 
of  time  and  begins  to  form  a  part  of  fhe  collective  memory  (The  wort)  is 
not  erected  with  the  idea  of  permanence  but  rather  it  becomes 
permanent  through  this  process  which  is  an  integral  part  of  it  The  artist 
community  has  the  chance  to  understand  it 

Regarding  Ihe  city  of  Barcelona  the  hyperactivity  of  the  public  sector  was  to 
incite  the  private  sector  and  reconstruct  a  new  urban  governing  principle  which 
had  been  determined  by  opposition  to  the  orthodox  modernism  of  the  1970  s.  The 
great  sports  media  and  economic  event  implied  in  the  1992  Olympics  placed  the 
‘golden  clasp  on  Ihe  avalanche  ot  institutional  investments  marked  for  the 
transformation  of  Ihe  city  Out  of  this  f ever  rose  a  great  number  of  buildings  and 
urban  complexes  perceived  from  the  outset  as  a  true  spectacle  of  contemporary 
architecture  This  rapid  development  in  construction  produces  at  the  very  least  an 
inflation  in  scenery  and  points  of  attraction 

These  different  presentations  of  the  work  have  included  specific  visual 
apparatus  which  merits  discussion  By  mducmfl  the  spectator  lo  look  through  the 
peep  hole  in  the  gallery  the  artist  is  proposing  a  redefinition  ot  the  acts  and 
gestures  identified  with  obscenity  which  we  traditionally  associate  with  Ihe  sexual 


and  the  perverse  Etymologically  however,  obscenity’  is  a  term  which  derives 
from  stagecraft  theater  and  fiction  what  is  not  wrtlm  the  scene  is  not  shown  and 
therefore  we  art  nol  meant  to  know  about  it  By  In&rrmg  the  traditional  visual 
apparatus  of  the  peep-show  to  the  image  of  fhe  city  Muntadas  connects  the 
interior  ot  the  gallery  as  a  space  protected  from  the  pubbe  exterior  in  an  inverted 
relationship  of  terms  What  is found  in  the  interior  tm  been  transformed  into  the 
obscene  and  the  obscene  always  draws  back  to  thenpressed  or  the  morally 
censurable  The  images  placed  on  the  other  side  at*  show  persons  and  situations 
of  voyeurism  exposed  These  images  have  been  puKshed  m  an  edition  (see  note 
U)  which  synthesizes  the  iconographic  spirit  ot  the  nrk  and  by  drawing  together 
historical  found  symbolic  and  extemporaneous  images  by  Ihe  artist  in  cibes  where 
the  project  has  taken  place  The  images  otter  a  vanity  of  instances  of  spectacle - 
as- voyeurism  and  have  a  consistent  individual  impKt  which  is  comparable  lo 
whal  Ihe  public  experiences  at  Ihe  installation 

Cidade  Museu  was  realized  within  the  context  of  the  Forum  of  the  Arts* 
(Brasilia.  19941  In  fact  Brasilia  is  already  part  of  t* architectural  and  urban 
culture  of  our  century  being  one  of  the  most  effect)*  attempts  to  combine 
elements  of  utopia  Ipobtical  and  architectural)  wittinabty  Brasilia  devised 
during  the  1950  s  by  urban  planner  lucio  Costa  and  tchitect  Oscar  N.emeyer 
under  the  aegis  of  President  Juscelmo  Kubitschek  ns  inaugurated  in  1940  N 
exemplifies  the  union  of  the  political  with  the  archittfmal  project  or  the  need  that 


all  pobtical  protects  have  to  be  translated  into  builtfcgs  01 
in  itself  a  monument  to  Western  rationality  a  fatthfirvnd 
postulates  in  urban  planning  according  to  the  ideasaprt 
the  Charter  ot  Athens  lie  Corbusier.  1933)  Rising  fim  a  1 
jungle  Brasilia  thus  contains  beyond  its  dreamlike 
mysticism  and  new  society'  idealism  The  avant  gz 
m  response  lo  an  avant  garde  li  e  total  )  project  1 
order  responds  lo  moral  order— which  was  still  pos 


i  or  monuments  Brasiba  is 
fidenng  of  modern 
bessed  by  the  Bauhaus  and 
a  plain  cleared  horn  the 
ids  a  strong  component  of 
nature  of  the  architedure  is 
ciety  in  which  physical 
t  in  the  Brazil  of  the  1950  s. 


If  fhe  20th  century  has  seen  more  or  less  forti|a!e  examples  on  either  a  large 
or  small  scale  of  the  bond  between  pobtical  leader  if  and  urban  planning  the 
spatial  and  temporal  unity  of  Brasilia  is  certainly  pmgmatic  It  is  the  absence  of 
the  past  the  simultaneity  of  public  and  private  spa*  the  autonomy  required  by 
each  building  while  still  constituting  a  city  Brasiba^lhe  cryslalbzation  of  the 
platonic  ideal  city  of  the  20th  century  pnor  to  the  a|and  nuclear  crisis— an  utterly 
self-involved  fabrication 

CITY  -  MEMORY  -  REfMBRANCE 


After  Ihe  presentation  ol  Me  Musee  in  Pars  juntadas  was  muled  by  the 
Alebers  d  Artistes  de  la  Me  de  Marseille' » ArtislsMorkshops  of  Marseilles!  by 
Bernard  Savely  to  show  the  projed  there  Here  Mofadas  re-examined  fhe 

experience  gamed  and  translated  it  into  questio^gnot  only  the  conditions  of 
Marseilles  but  also  ot  the  guidelines  of  the  prepd  itself  IH  then  included  a 
question  mart  which  opens  the  current  irwestffen  on  the  ssue  Me  Musee7 


The  presentation  of  this  work  gave  rise  to  aa invitation  by  Chrstme  Breton 
10  6  A.C  )  for  the  artist  to  answer  the  same  quad  on  he  had  proposed  It  was  to 
be  expressed  within  the  frame  work  of  a  public  lOty)  commission  which  contained 
a  flexibility  in  its  definition  The  logic  involved  m  Be  public  commission  may  be 
seen  as  somehow  distinct  from  the  attitude  of  tha artist  But  the  reaction  to  the 
commission  was  also  emblematic:  Marseille  Myies  el  Stereotypes  boasts  a 
specific  sub -title  I  regard  des  regards)  and  a  defat**-  a  screen  for  a  film  and  a 
film  for  a  screen’ 

The  development  of  Dty  Museum  is  not  merely  an  inventory  of  urban 
anecdotes  for  an  indeterminate  number  of  cities  bit  a  representation  ot  the 
specific  effects  of  a  colbsion  between  memory  hdory  spectacle  and  Ihe 
consumption  of  images  within  the  context  of  the  fcstern  city  The  domain  of  pubbe 
works  in  France  over  the  past  ten  years  can  be  drfnguished  by  the  promotion  ol 
great  projects  which  for  the  most  part  adopt  the  faguage  of  permanence  and 
monumental  presence  Marseille  Mythes  el  Sterctypes  has  two  specific  aspects 
which  are  in  reaction  lo  this  tradition  one  concerns  content  the  other 
presentation  Muntadas  proposes  the  making  ol  aim  (video  transferred  to  3Smml 
which  contains  excerpts  of  other  films  I  document!  v  fiction  television 
programs  J  interviews  with  professionals  involved  «n  the  elaboration  of  the  image 
of  the  city  (through  writing  TV  cinema  I  as  well*  bterary  quotations  -and 
images  of  faces  of  people  from  Marseilles— when  ^ e  city  appears  represented 
over  the  course  ot  time 

The  presentation  of  the  work  takes  the  form  4  a  Iravtbng  cinema:  a 
projector  a  portable  screen  and  the  corresponding  Mm — all  contained  in  cases 
which  can  be  easily  transported  by  tow-truck  The  work  *  available  lo  anyone  who 
wishes  lo  view  «l  (neighborhoods  associations  m*c.pal  groups  I.  and  can  be 
activated  within  a  wider  range  ot  possibilities  andHuations 


A  leaflet  consisting  of  a  poster  texts  related  te  (he  commission  a  description 
of  the  process  and  development  ot  the  work  with  ides  horn  the  artist  was  also 
published  and  inserted  in  the  magazine  Tactik  It  sieved  as  an  invitation  to  the 
public  a  summon  to  attend  the  screenings  and  lo  participate  m  Ihe  existence  of  the 
work 

The  tradition  of  the  mobile  cinema  «n  Medilemeean  Europe  deles  from  the 
1930  s.  end  has  its  own  parallels  m  Ihe  activities  of  Soviet  avant  garde  film¬ 
makers  as  well  as  in  Ihe  American  dnve-m  Mvetedas  assumes  a  position  ol 
confrontation  in  response  to  the  vocabulary  of  pubU  art  as  it  has  been  promoted  in 
recent  years  by  proposing  a  structure  which  is  mobb.  temporary  and  whose  use  is 
relatively  fret  In  effect.  Marseille  Me-Muset’  net  only  posits  a  question  to  the 
artist  s  entire  work  but  also  serves  as  an  mviletioelo  question  historical  identity 
which  finds  its  counterpoint  in  the  cinematograph  medium  ihe  image  ol  the  Dty 
itself  transformed  through  fiction  or  visual  eipeneace  Similarly  this  work  is 
temporary  its  duration  is  determined  by  the  length  of  the  film,  it  is  mobile  and 
can  be  shown  in  a  multitude  of  locations;  it  stands  •  radical  opposition  to  the 
more  common  characteristics  of  the  monument  Ihework  appears  and 


